It may be interesting to mention here the distinction that Plantinga establishes between mere 'sympathy' towards a character and the more solid concept of 'allegiance': 'We might consider sympathy to be more flexible and protean than allegiance, and its causality more diffuse and unpredictable. We might consider allegiance-our allying ourselves with, focusing on, rooting for a character-to be a relationship established only after appropriate narrative and character development' ('I Followed' 41). Thus, 'allegiance' implies a long-term investment in the character, something that serial fiction is in a privileged manner to allow. In this environment, it is easier for us to reconcile with the characters when they commit unpleasant acts that distance them from us emotionally.
In this sense, it is also important to take into account that our engagement with TV characters is slightly different than our engagement with film characters. As Blanchet and Vaage have stated, TV narrative 'activates some of the same mental mechanisms as friendship does in real life' (28). Consequently, 'television series are better equipped to Pre-copy-edited version of "Moral Emotions, Antiheroes and the Limits of Allegiance", in Emotions in Contemporary TV Series, García, Alberto N. (eds), Palgrave McMillan, Basingstoke, 2016, pp. 52-70. (See Springer website) 68 allow spectators to develop a bond with fictional characters than feature films. This is because television series more effectively invoke the impression that we share a history with their characters: first, because of the series' longer screen duration and, second, because our own lives progress as the series goes on' (28). That means that alignment (that is, familiarity with the actions of a character) provokes allegiance (that is, partiality in our moral consideration of this character's actions). An obvious example of this would be that of Dexter Morgan and his overwhelming use of voice over, which facilitates our allegiance a priori to a despicable character, because it allows us to become close to him. He verbalizes his doubts, laughs at himself, and explains both his modus operandi and the justification for, and limits of, his bloody deeds (Harry's code).
In this way, the serial killer's murders are placed in a much more benign, understandable and domestic context for the viewer.
A serial killer (Dexter) and a sophisticated cannibal like Dr Lecter can produce a 'perverse allegiance' within us (Smith, 'Gangsters, Cannibals'). As explained by Carroll, the moral judgment we form in response to audiovisual fiction is largely influenced by emotional responses, and therefore can be manipulated: ' [We] tend to think of moral judgments as being issued after a chain of reasoning. However, […] Moral judgments are generally fast, automatic, intuitive appraisals; in short, they are emotions' ('Movies, the Moral Emotions' 8). An example can serve to illustrate this point: in the infamous gastronomic/musical sequence of 'Sorbet' (1.7), the operatic rhythm provides a festive atmosphere and accentuates Dr Lecter's passion for the kitchen in Hannibal (NBC, 2013-) . Moreover, together with the delicate surroundings and the stylized, sterilized environment, the music 'absolves' the cannibalistic Lecter by forcing the viewer to admire this gastronomic symphony, and the pleasure with which the elegant psychiatrist so gently handles the 'ingredients'. The melody then ends in order to invert the dynamic of evil: instead of being pleasant and familial, the scene takes on strange, abominable nuances, and the rhythmic sequence is revealed for what it is: the preparation of human organs as a refined domestic task.
Dramatic strategies
The Hannibal example cited above demonstrates the enormous emotional power of the moving image, filled with 'emotional markers' (Vaage, 'Fiction Film' 169). The emotional identification/moral judgment that we are dealing with here is not only produced by the plot, but also by the mise-en-scène itself: the musical background, extended close-ups, epic slow motion scenes, symbolic lighting, unusual camera angles, magnetic performances and intimate voice overs. However, these formal, aesthetic resources are not enough to incline us in favour of the ambiguous protagonist, nor root for him. The mise-en-scène can reinforce, rather than create, such strong allegiances. Therefore, fictional TV drama needs some dramatic strategies to ensure that the viewer maintains an overall positive emotional attitude towards the protagonist: the perversity of the antagonists, the presence of family, acts of contrition and the victimization of the character. These are the four dramatic strategies that allow the narrative to 'criterially pre-focus' (Carroll, 'Film, Emotion' 30) our emotional reactions, strengthening our allegiance to a particular character and avoiding the negative moral evaluation that would occur in real life. 84 fragility of viewer allegiance to Walter White. That is, there were many viewers who not only wanted Walter to die violently, as finally happens, but to fail completely in his desire for revenge and restitution of the order his own chaos had generated (Nussbaum).
Moral comparatism and the lesser evil
The series finale of The Shield, one of the most acclaimed final episodes in television history, is constructed on a similar ambiguity. While Vic Mackey wins his last battle, he loses everything that justified his actions: his family and his badge. His defeat is highlighted with silence and a series of frigid, closed final shots, which stand counter to the electricity of the shots normally employed throughout the series. In that cold, mechanical and monotonous cubicle, with that cheap suit that makes him look like a puppet, the omnipotent and spirited Vic Mackey seems condemned to a living death, after all the pain he has caused his loved ones.
In both series, however, the sad fate of its protagonists-pure poetic justiceallows the recovery, a posteriori, of our allegiance to them; we see them pay for their crimes, for the harm they have caused, and this restores the comprehensive moral framework we established with them throughout the series and, also, a sizeable proportion of our moral sympathy towards them. We see them in a different light when we realise-in a twisted remembrance from the classic film noir motto 'crime doesn't pay'-that in the grey, dark area where these narratives takes place, ambivalent good triumphs over defensible evil and conflicted sinners pay for their sometimes-justified sins.
Conclusion
'When Mima talked about you, I couldn't tell if it was love or hate' is one of the last sentences Nucky Thompson hears in Boardwalk Empire ('ElDorado', 5.8) As spectators, we need to wait until the last parallel editing-the final minute-of the Pre-copy-edited version of "Moral Emotions, Antiheroes and the Limits of Allegiance", in Emotions in Contemporary TV Series, García, Alberto N. (eds), Palgrave McMillan, Basingstoke, 2016, pp. 52-70. (See Springer website) 85 whole series to fully realise who Nucky was and why he has been acting like a truly contradictory antihero over the five seasons. The characteristics discussed during this essay demonstrate how our moral evaluation is influenced, even manipulated, by the emotional relationship that TV series establishes for us as spectators. 'Do we feel an allegiance with-a sympathy for-a character because of the perverse act that they engage in or in spite of that act?' asks Smith ('Gangsters, Cannibals' 223).
The serial format allows us to constantly revisit our dilemma between because of and the in spite of, aware that the dramatic engine of many of these series proceeds from an irresolvable contradiction that the television story itself brings to the fore again and again. As evidenced by the many examples given, the sympathetic allegiance that characterises series starring antiheroes has its limits, to the point that it can move radically from one character to another during the story. Therefore, as we have tried to show, strategies of 'cyclical re-allegiance' are necessary in order to continue feeding the emotional and moral tension of television stories, right up to the very close of the series' finale.
